benign and benevolent administration.' By spatially conditioning the urbanit)' of Chandigarh, Corbusier made what is 'officially permissible' and what 'impermissible' very clear. Chandigarh was thus defined in the administration's consciousness as a city with a hermetic order that the generic Indian city did not possess. It is this distinction, in sharp relief both physically and administratively, that would define the short history of Chandigarh. On the cover of La Villa Radieiise, Corbusier defines his urbanism thus: "The rational and poetic monuments set up in the midst of contingeneies: "people places, culture, topographies, climates; only to be judged as they relate to the entity -MAN. 
C o
In Chandigarh's case, these contingencies would include the twenty-six villages, comprising 30,000 people, removed to make way for the city.
These villages were converted, in part, into labor colonies. "In spite of the city's stated objectives of providing amenities for the poorest of the poor, by 1975 15% of its population of 500,000 lived in squatter colonies. "T hese clumps of humanity lying within and around the matrix of the city are still kept in continual motion by the authorities. They have become, in the curiously officious parlance of bureaucracies, "informal sectors."
Simply put, they are deviants from the official norm of Chandigarh.
Another urban deviant, of a quite different nature than that of squatter colonies but no less troublesome to the official culture, is what is now called "Nek Chand's Garden".^It is a landscape made from salvaged bits of urban detritus produced during and after the making of Chandigarh. It was conceived of by its builder Nek Chand as a mythical kingdom, with a program that included, among other features, a hall of audience, quarters for the queen, and army barracks. Built as a clandestine project from the debris that the city produced, it has grown to over 25 acres during the 30 years it has taken to build it. As a Road Works Inspector working for the Public Works Department, he was a minor functionary in the Chandigarh project.
Nek Chand would work only at nights, in the light and stench of burning tires and in constant fear of discovery by the authorities. A vast gorge in the woods to the east of the Capitol complex (immediately behind the High Court) proved ideally suited to his project. It also supplied the rudiments for this "vast ruins of a fort", an image he held of this kingdom well before he started. 
Does
Nek Chand have a political message in his sculptural madness? Apparently not, for according to Nek Chand this garden was for himself, and was never intended to be looked at by anyone.'* More over, he does not see the making of Chandigarh as negative. To someone like Nek Chand, the skeletal beauty of the rapidly growing but unfinished city marked India's destined emergence into modernity, and could have been nothing short of inspirational. He seemed to admire Le Corbusier, and this admiration was not born out of ignorance. He was keenly aware of the processes of construction used in the buildings. Nek Chand seems never to take aesthetic recourse in the rationalized environment around him. He is, in a way, picking up pieces as he goes about the task of constructing his dream, never looking up to see what dropped them. The nature of his creation is thus, in every aspect of its making, an anti-thesis to the ideals on which Chandigarh was founded. Its inherent spontaneity mocks the self-importance assumed by Chandigarh's architecture, yet does not seek to be a political act. Today his work, despite its creator, is a form of protest, not so much against an architectural idiom as against an urban order and a administration that perpetrates it. He was a squatter, e.xcept one that was to bring the ethos of re-use from a domestic to the urban realm, from the realm of the profane to that of art. 1 see further Brian Brace Taylor. Technology-, Society, and Social Control in Le Corbu.sier's Cite de Refuge, Paris 1933 , Equerre, 1980 
